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An Editing of Walt Whitman's
"When Lilacs Last in the Dooryard Bloom'd"
Joseph Pici

The Civil War was a period of major importance in Walt Whitman's life; and
he recorded, under the tilte of Drum-Taps (1865) his emotions and experiences
during the four years from 1861-1865. During these years Whitman became involved, both physically and emotionally, in the great conflict between the States.
The poems in Drum-Taps reflect the evolution of Whitman's feelings from the
patriotic fervor and idealistic enthusiasm of "Beat! Beat! Drums!" (1861) to the
sadness and pity that the sight of dying soldiers evoked in him and which he
expressed in "A Sight in Camp in the Daybreak Gray and Dim" (1865). And yet,
Whitman's attitude toward the horrors of modern warfare did not dim his heroic
admiration for the President of the Union, Abraham Lincoln. In fact, the assassination of President Lincoln possibly was the most tragic event in Whitman's life.
The personal loss that Whitman felt (although he had never met the President),
and the great national loss that he anticipated, stimulated Whitman to compose
one of the most profound elegies in the English language, "When Lilacs Last in
the Dooryard Bloom'd."
This great elegy, called by Swinburne "the most sweet and sonorous nocturne
ever chanted in the church of the world," was composed in the weeks immediately
following Lincoln's assassination, April 14, 1865. This poem was to become the
title poem of Sequel to Drum-Taps, an eighteen poem, twenty-four page work
which was to be printed in the fall of 1865 and bound in with Drum-Taps. These
two publications, Drum-Taps and Sequel to Drum-Taps, were added to the 1867
edition of Leaves of Grass as annexes , but in 1870-71 they were incorporated into
the main body of Leaves of Grass. Although Drum-Taps was issued as a separate
publication, Gay Wilson Allen states in his Walt Whitman Handbook, that "the
Sequel may be thought of as part of the same work. It was soon combined in a
second issue of Drum-Taps, and on the death of Lincoln, Whitman held up the
edition and added "When Lilacs Last in the Dooryard Bloom'd."!
Sequel to Drum-Taps, published by Gibson Brothers, a prominent printing hous e
in Washington, included many elegies on President Lincoln. The most famous of
these is "Lilacs," recognized by critics as Whitman's best and most mature poetic
expression. The assassination of the President and the horrors of war seem to
have given the poet a control over his material that he does not display in "Song
of Myself. " Although freshness, originality and depth, very evident in "Song of
Myself," appear to be comparatively lacking in "Lilacs," it must be remembered
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that "Lilacs" is a threnody, and being such adheres to that general form; the form
in "Song of Myself" relies more on the subjective interpretation of the reader.
Granted that the genre of "Lilacs" did help Whitman achieve his greatest poetic
expression, but it was primarily the tragedy of the assassination that enabled the
poet to utilize his technique in such a profound manner. In Specimen Days, Whitman recollects one of the most memorable events of his life:
Of all the days of the war, there are two especially I can never forget.
Those were the days following the news, in New York and Brooklyn, of
the first Bull Run defeat, and the day of Abraham Lincoln's death. I was
home in Brooklyn on both occasions. The day of the murder we heard
the news very early in the morning. Mother prepared breakfast ... not a
mouthful was eaten all day by either of us . .. little was said.2
In another selection from Specimen Days it is evident that the poet was overwhelmed by Lincoln's character and importance. In an entry titled, "Death of
President Lincoln" and dated April 16, 1865, Whitman, exalting Lincoln's virtues,
,s tated that "he leaves, in my opinion, the greatest, best, most characteristic,
artistic, moral personality."3 Whitman observed Lincoln as the representative
democratic man, perhaps the living symbol of the poet's own message to America.
Perhaps, also, this is why "Lilacs," though an occasional poem in its inception,
expresses Whitman's serene acceptance of death in general rather than his
personal grief at the death of Lincoln. Perhaps this , then, is why the poem
transcends its eligiac form and approaches a universality which Whitman constantly strove for, but rarely accomplished in his earlier works.
"When Lilacs Last in the Dooryard Bloom'd" is a genuine elegy, but does not
completely follow the traditional format. The poet does not include any direct
reference to the dead Lincoln. Also the traditional structure of an elegy is
dramatic, but the dramatic development of lament to hope is often anticlimatic,
for the emotional tension eases too gradually and the result is an undramatic
ending. This is not true of Whitman's "Lilacs"; it is the most skillfully constructed
and the most dramatic of his poems. Whitman also breaks with tradition by avoiding the standard modes of the pastoral convention and religious faith as devices
for moving from lament to hope. Although Whitman moves from lament to hope,
he does so by his own method, a method which includes incorporating himself
with the theme, exposing his emotions to attack by grief, philosophizing about his
theme, and struggling with the notion of rebirth and immortality. The poem does
have the traditional opening of an elegy, with the expression of uncontrollable
grief-"O powerful western fallen star!/ O shades of night-O moody, tearful
night!" and as the poem concludes, grief has subsided and the lines are filled with
the mood of reconciliation. There is also the traditional sympathetic mourning of
nature, the placing of flowers on the grave or the coffin, and the irony of nature's
revival of life while the dead remain dead. But the drama is paramount and the
drama, as James E. Miller, Jr. points out "lies in ,the narrative of the poet's vacilla-
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tion between the lilacs and the hermit-thrush, between the overpowering emotion
of loving grief for the dead President and the subdued emotion brought by insight
into the spiritual meaning of death."4 The drama is also heightened by the poet's
personal involvement. Whitman identified himself with the nation and the nation's
sorrows, in an attempt to fuse himself into all America. The sorrow of all
America is assimilated into the poet, and he sings not only from his own soul, but
from the soul of all mankind.
The poem takes on a very personal meaning from its outset. It was spring and
the lilacs were in bloom when Whitman first heard of the assassination. In Whitman's plant symbolism of male comradeship, the lilac is sometimes used in the
same manner as the calamus, and sweet flag grass, but here the lilac assures a
loftier meaning-the poet's love for Lincoln. And each spring, when lilacs bloom,
the poet's love for Lincoln will also be reborn. The poem is very symbolic, and
Whitman introduces two of the three major symbols in Section One. The lilac
symbolizes the poet's love, but it also represents resurrection and rebirth. The
star symbolizes Lincoln and also will come to symbolize the poet's grief for him.
The "great star" has fallen from the sky just as Lincoln has passed from the
earth. The "trinity" often interpreted as the three major symbols (lilacs, star,
hermit-thrush) can also be applied more specifically to the "lilac blooming,"
"drooping star, " and "thought of him," all which appear in the first section. The
"thought" or the imagination, an integral part of the poet, is stimulated by the
two other symbols and the imagination is definitely at play in "Lilacs." Contrary
to public belief, Whitman did not observe the procession of the President's funeral
train as it moved across the country. F. De Wolfe Miller, in his introduction to
Drum-Taps (1865) and Sequel to Drum-Taps (1865-6) states that:
He stayed in New York too late to mourn the President in Washington,
and leaves New York too early to be present for the elaborate services
there on Monday and Tuesday. We would like to think that the magnificent
description of the procession of the funeral train across the land was a
direft transcription of notes taken at the time and on the spot. Yet, search
as we might, there is no evidence of such. 5
Whitman's imagination has then recreated the entire trip, and perhaps fortunately,
for if the poet did witness and report the procession, as he saw it, there possibly
would be a tendency for the poet to be more factual and less emotional. The poet
has created his own emotional involvement, and yet it is controlled and objective
in its accomplishment. This, certainly, is one of the secrets of the poem's profoundness and popularity.
The idea of death is constantly woven with the theme of rebirth throughout
the poem. The poet mourns and "shall mourn" with the arrival of each spring.
Spring, representing life and rebirth, will bring reminders of dead Lincoln"thought of him I love." The deceased is never mentioned by name. Although the
mood of "Lilacs" is somber, the sense of sorrow is never particularized. There is
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no sense of positive location in the poem, and the grief expressed seems suspended
in time. The heavy symbolism promotes a philosophic consideration of death and
allows a lamentation great enough to represent the grief of the entire nation.
Here Whitman is again reiterating his basic belief, expressed first in his 1855
Preface, that the noblest poet uses himself with his nation and the nation, in
return, will consider the poet as her spokesman. Here again the poet transcends
that mechanical unity which he so detested, and attains what James E. Miller, Jr.
terms a "spatial form," that is nothing more than an organic unity. The imagery,
symbolism, and rhythm of "Lilacs" is really all that is needed to make the poem
cohesive, but by making it appear timeless in space, the poet enhances the poem's
universality. Unlike "Song of Myself," which has no real beginning or end and
which followed Whitman's earlier technique of simply naming images as they
floated into his consciousness forming a panorama of unrelated thoughts, and
which are, in a sense, "spatial," the poem "Lilacs" does have a preconceived
structure and pattern that it must follow. In "Lilacs," Whitman has eliminated
much of the subjective responsibility placed upon the reader in "Song of Myself"
and most of the poet's earlier works. In Whitman's earlier works, the poet felt no
obligation to connect or organize his images and thought patterns; he felt that
simply by naming objects that appeal to the senses, the emotions evoked in the
readers would be similar. Perhaps here he made the same mistake that T. S. Eliot
made with his doctrine of the " objective correb.tive." The misconception of both
poets-that all individuals respond similarly to physical or external objects and
this response elicits a similar emotion or experience-depends upon the readers'
previous experience ; hence, it does not add to the readers' experience, but takes
from it. Another paradoxical element here is Whitman's desire for each individual
to !arrive at a free experience, but the experience is really not free, for it is
dictated by the poet, the seer, the "sun of God."
In Section one the poet spoke of a "trinity" that ever returning spring would
bring him. After naming the lilac and the star, the poet completes that "trinity"
in Section four by creating the hermit-thrush. The thrush is "solitary," "withdrawn
to himself," "sings by himself," as is the poet Whitman. These three symbols,
then, are the vehicles by which the poet will develop his elegy. But there are
also minor symbols to be considered. In Section two the star is hidden from view
by three minor symbols of gloom-the "night," the "murk," and the "cloud"which act like "cruel hands." These "cruel hands" tug at the emotions, cause
conflict between the "night" (death), the "murk" (sorrow and depression), and the
"cloud" the poet. The reconciliation of the three minor symbols, like the reconciliation of the three major symbols, will be solved by Whitman's philosophic rationalization of life, death and rebirth. The theme of "Lilacs" is appropriate for the
poet for it is a theme which underlies most of his works. The procession of lifelike the procession of the coffin across the land-is only one link in man's great
chain of immortality. Events are inevitable and death, as the poem "Lilacs"
illustrates, is really a rebirth, a continuation, an infinite process of body and soul.
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The theme of love, birth, and eternal rebirth are evident in all of Whitman's works.
Like "Out of the Cradle," "Lilacs" presents a bird singing an "aria." But unlike
"Out of the Cradle," in which the bird's song was inadequate for the reconciliation
of life and death, "Lilacs'" thrush possesses all the answers. The song of the
hermit-thrush is primarily philosophic, but it is also melodious. It is not probable
that Whitman's earlier works were formulated with a musical composition in
mind (this is simply an attempt of critics like F. o. Matthiessen to give Whitman
organic form) but "Lilacs" does approach the structure of the operatic aria, and
follows the Sonata form with remarkable closeness. Like the Sonata, it is divided
into an exposition (Section 1 to Section 4), a development (Section 5 to Section
14), a recapitulation (Section 15) and a coda Section 16),6 and like the Sonata
it is sung and modeled after the operatic aria with its four-line stanzas, its
shorter lines and heavy rhythms, its parallelism, and its frequent use of alliteration.
F. o. Matthiessen may be mistaken about the musical composition in all of
Whitman's works, but his concept does seem valid in relationship to "When
Lilacs Last in the Dooryard Bloom'd." Miss Marilyn Throne, in her thesis "Walt
Whitman-Problem in Language," discusses F. O. Matthiessen's American Renaissance and his attitude toward Whitman's operatic ability.
Matthiessen suggests that the recitative and aria are present in Whitman's
poems. The recitative or narrative would have full, free, tempo and
rhythm; the aria or lyric would be especially melodic. Then "Lilacs Last
in the Dooryard Bloom'd" would seem most fully to bear out this theory.
The first section is a lyrical introduction . .. the second section with
eight exclamatory "O's" in five lines begins the recitative ... It is more
ponderous than the third, but also narrative . . . the fourth section is
softer, more lyrical. The hermit-thrush becomes the lyric symbol, and
the three symbols and their themes play in and out throughout the
remainder of the poem. The thrush appears only an instant and then is
replaced, front and center, with four more ponderous, narrative sections,
relieved, just enough by the parenthesized seventh section, which is not
quite lyric, not quite narrative. In the ninth section, the poet addresses
the bird, but he returns to his narrative and semi-narrative until the middle
of the fourteenth section ... the final two sections are mainly narrative,
yet with lyrical lines throughout. 7
Miss Thorne concedes that the operatic tenets do exist in "When Lilacs Last in
the Dooryard Bloom'd," but these qualities, along with being operatic, are also
ora torical.
The operatic analogy is nice to consider, but we can take the same
passages and show that they were written for an oratorical effect. Part of
the problem is that oratory and opera are both arts that depend for effect
on variety; therefore, the same tonal changes, the same use of sound is
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evident. Further, if we accept the idea of aria-recitative interchanges,
we are stating that Whitman means his narratives to be fully orchestrated.
Miss Throne has a strong argument if, like Matthiessen, she is referring to all of
Walt Whitman's poems, but her refusal to accept the idea of aria-recitative interchanges in "When Lilacs Last in the Dooryard Bloom'd" overlooks the fact that
"When Lilacs Last in the Dooryard Bloom'd" was fully orchestrated by Paul'
Hindemith.9 Further she overlooked the possibility that the poet consciously
tried to create a thrust-withdrawal, ebb-and-flow-movement, which Whitman considered inherent in all of life. The thrust-withdrawal movement parallels the·
refutation-affirmation movements within the poet's mind, just as the trip of
Lincoln's body across the country parallels the philosophic journey of the poet
from despair to resignation and acceptance of the loss of Lincoln. The bird then,
singing his aria, is the poet chanting his philosophic conception of the birthdeath-rebirth cycle. The poet's choice of the bird as symbol is traditional, but
Whitman's purpose is not. The singing of the bird is not important; it is the wild
flight, the ecstatic freeness, the limitless boundary which the bird possesses that
is important to Whitman. But the thrush in "Lilacs," after its ecstasy in motion,
must return to the problem at hand, the reality of death. The thrush is only free
within the boundaries of form-the elegy. In Whitman's earlier poems, the bird
(the seer-the poet) was not limited, not held in check by any recognizable
form and what resulted was an obscure, ambiguous song. Robert D. Faner, in
Walt Whitman and Opera, attempts to prove that "Song of Myself" follows the
pattern of the Italian Rondo. The Rondo pattern has themes appearing and
reappearing, but in the logical order of: I, II, I, III, I, IV, 1.10 Themes do appear
and reappear in "Song of Myself," but despite what Faner claims the themes do
not follow this strict, logical pattern. "When Lilacs Last in the Dooryard Bloom'd"
does follow a logical pattern, and the operatic structure of the poem is a conscious attempt by Whitman to solve the paradoxical elements of life and death,
and to fuse poem and song, poet and bird, and grief and hope.
It should be remembered that for Whitman Death is not an enemy. As he
indicated so explicitly in the "Calamus" poems, life is an endless procession that
does not end in death, but in reincarnation and transmigration. The body is celebrated, because it is an integral function in that procession. The acceptance of
death in "Lilacs" is only achieved after the poet's struggle with grief. In Section
nine, the poet is pulled in two directions. The thrush, "singer bashful and tender,"
beckons the poet to understand death's proper place in life cycle, and an acceptance
of Lincoln's death in nature's plan. However, the poet delays his ultimate acceptance, as he wished to "linger" a moment longer for "The star my departing comrade
holds and detains me." The poet's refusal to release the dead Lincoln heightens
the drama, but more importantly it reveals two serious problems for the poet.
With what voice can the poet, who is alive, sing the praises of his hero, who is
dead? The second problem is stated in Section eleven. "0 what shall I hang on
my chamber walls?" Both questions arise from the poet's refusal to accept death.
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The first question is answered in Section ten when the poet chants:
Sea Winds blown from east to west
and then:
These and with these and the breath of my chant
I'll perfume the grave of him I love.
The poet will use the wind, the voice and breath of nature, to sing the praise of
his dead hero. Whitman's solution to the second problem of adorning the house
of the dead is similar to his first solution in that both solutions encompass nature,
and both are symbols of life and rebirth, not death. Upon the "chamber walls" the
poet's adornments will be, "pictures of growing spring and farms and houses,"
"sinking sun," and "fresh sweet herbage." This act of bringing nature and life
to honor the dead Lincoln, bridges the gap between life and death for the poet.
Reconciliation now seems inevitable, but the movement toward that final realization is dramatically gradual. The pictures and scenes presented in Sections eleven,
twelve, and fourteen are simple pictures of America-the America which Lincoln
represented and defined as President. Whitman, in Specimen Days, often referred
to Lincoln as a "common," "simple," "homely" man, and the poet utilizes these
qualities in the poem "Lilacs" to emphasize the President's greatness.
In Section fourteen the poet introduces two mysterious "companions" whom
the poet calls "the knowledge of death" and "the thought of death." Hence,
another trinity is formed. The poet now has an understanding of what death is
(knowledge of death) and the loss of someone near to him (thought of death)
will be reconciled. The poet is now united with the reality and complete acceptance
of death. The poet does not forget his loss, but he can now accept all three
major symbols on equal terms: "Lilac and star and bird twines with the chant
of my soul." The star and the bird no longer pull in opposite directions, for their
power has become polarized by love, faith and understanding. The two "companions" accompany the poet in his retreat or withdrawal. According to Richard
Chase the purpose of this withdrawal is "to praise death, the ultimate democracy. "11
In Section fourteen the poet universalizes the tragic assassination by universalizing
death:
Come lovely and soothing death
Undulate round the world, serenely
arriving, arriving,
In the day, in the night, to all, to each
Sooner or later delicate death
The poet has now equated death and mankind, and death must necessarily be
"the strong deliveress." Death is desirably mighty, noble, and must not be feared
for it is the everlasting cycle of all of our lives. Therefore, in Section fifteen, the
poet can view the "debris of all the slain soldiers" of the Civil War without grief,
for he knows death has brought them happiness and relief. Also in this section,
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and the final section, the lilac and the star lose their identity and are fused with
the poet's soul. The union of the "trinity" is complete, and only through this
union could the poet transcend the "thought of death" and arrive at an understanding or '''knowledge of death." However, in the union of the symbols, the
poet does not reject the lilac and the star, the love and sorrow he felt for the
dead. It is important to recognize that the symbols are not abandoned-but united
with the poet's understanding of death.
The trinity of symbols is an interesting one and an understanding of it is
essential for a logical interpretation of the poem. Unfortunately, most of the
major critics differ and have varied opinions on the "trinity" of symbols. Kenneth
Burke, in a very ambiguous Christian analogy states that:
Though, in the Trinity, the Father is equated with power, the Son with
wisdom, and the Holy Spirit with love, it is also said that these marks
of the three persons overlap. And similarly, in this trinity of (star, bird,
and bush) there are confusions atop the distinctions. In as far as the
bird stands for the poet whose art (according to the Vistas) was to teach
us lessons, the bird would correspond to the son, and wisdom. The star,
in standing for the dead Lincoln, would surely be an equivalent of the
father, implying power in so far as Lincoln had been a national democratic leader. Yet the nearest explicit attribution of power, the adjective
"strong," is applied only in connection with the lilac, which would be
analogous to the third person of the trinity, the holy spirit (with the
notable exception that we would treat it as maternal, whereas the Sanctus
Spiritus is imagined after the analogy of the masculine, though often
surrounded by imagery that suggests maternal. I2
This is an interesting analogy, but it is doubtful whether Whitman was aware of
the similarities which Burke illustrates. On the other hand, Charles Feidelson, Jr.
seems closer to an understanding of the symbols when he states:
These symbols behave like characters in a drama, the plot of which is
the achievement of a poetic utterance. The drama of the poem will be a
movement from possible to actual poetic speech, as represented by the
"tallying" of the songs of the poet and the thrush . . . The conclusion
of the poem dramatizes what Whitman once stated of Leaves of Grass
as a whole-that the book exists as "a passage way to something rather
than a thing in itself in which there can be no "thing in itself concluded,"
this notion is not, as Whitman sometimes pretended, a mere excuse for
haphazard technique, but the rationale of a symbolic method.!3
Gay Wilson Allen, in his The Solitary Singer, adds still another concept of the
symbols. Allen connects the symbols to events which happen previous to the
President's assassination. Analyzing these events-his love for men in hospitals
(particularly Western boys), his brother's imprisonment and release, an unusually
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bright evening star-Allen concludes that Whitman already had his three basic
symbols before he ever thought of writing the elegy.14 There are other notable
Whitman scholars (Professor Henry Seidel Canby, Floyd Stovall, and Emory
Holloway) who can agree on the meaning of only one of the symbols-that the
powerful star is Lincoln. Still another critic, James E. Miller, Jr. sheds a different
light on the symbols.
The symbols in "When Lilacs Last in the Dooryard Bloom'd" have not
been sufficiently explored. The star seems to include more than Lincoln,
the lilac to be greater than love, and the bird more complex than the
soul's voice. And the black, murky cloud, frequently neglected by critics,
is surely an important symbol in the poem. "Chanting the Square Deific,"
from the "Whispers of Heavenly Death" section of Leaves of Grass
illuminates the four dominant symbols of "When Lilacs in the Dooryard
Bloom'd." The four sides of the square are Jehovah, Consolator, Satan
and Santa Spirita. These figures represent a consolidation of all myth and
a distillation of its imaginative truth . .. The following chart suggests some
of the complexity of the symbolic significance of the star, lilac, cloud
and thrush:
Jehovah (Time
Consolator (Affection)
Satan (Defiance)
Santa (Soul)

Star
Lilac
Cloud
Bird

Comrade
Love
Grief
Insight

Thought of death
Remembrance of death
Deprivation of death
Knowledge of death l5

All of these comments are interesting and deserve consideration, but the only
thing they seem to agree upon (with the exception of Miller) is that "When Lilacs
Last in the Dooryard Bloom'd" has three symbols. Perhaps the problem lies in the
historical elements of Lincoln's death and Whitman's mourning over him. The poem
"Lilacs" transcends this specific event; the poem is generalizin g the event. Thus,
the world of the symbols is not only the world of actual events but a combination
of both the physical and spiritual worlds. To place or categorize the "trinity" of
symbols in one or the other of these worlds is to interpret only half of Whitman's
song. Whitman's symbols did emerge from his subjective life, but his key symbols
-the stars, the birds, the lilacs- have an intelligible objective, and in the case of
"Lilacs" even universal meaning. And Whitman's "cosmic vision" is once again
displayed, for nowhere in his poetry has he believed so deeply, or expressed so
richly, his basic concept that, as god-poet, his vision is "in harmony with the
underlying structure of the universe ."
Of the four poems in which he dramatizes the grief of a nation over the tragic
loss of its President, and which are usually grouped under the title of "Memories
of President Lincoln," "When Lilacs Last in the Dooryard Bloom'd" is the most
poetic and the most emotionally charged poem of the quartet. The remaining three,
"0 Captain, My Captain" (1865), "Hush'd be the Camps Today" (1865), and "This
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Guest was Once the Man" (1871), are short, mournful, inferior utterances by
Whitman which serve well neither as comparison nor contrast for "When Lilacs
Last in the Dooryard Bloom'd." But then, there are very few poems by Whitman
which do approach "Lilacs" in its tight structure, conscious symbolism, rich lyric,
and sustained drama. And only in "Lilacs" was Whitman able to capture the intense
and genuine feeling of an event and magnify its meaning to universal proportions
by the ingenious use of symbols. Through the symbolic use of the star, lilac, and
bird, which constitutes not only a "trinity" within the poem, but also a trinity
of Whitman's poetic principles (Fancy, Soul, Nature). plus a trinity of sensory
images (sight-sound-scent). the poet has achieved what he expressed in his 1855
Preface to be the basic intention of his poetry- the unity of reality and soul.
Walt Whitman's preoccupation with flux has once again led the poet on an
endless journey. The journey motif has its parellels in the procession of the coffin
across the land, the appearance and disappearance of the bird, the contrast use of
"ing" words suggesting change, the birth and death images, and the gradual
transformation of grief into the reconciliation and acceptance of death, and
finally the insinuation of immortality. Although there is no explicit statement in
"Lilacs" of the poet's belief in immortality, the paradoxical revaluing of death
indicates such a faith. Both the sorrow and the song contribute to the poet's
rememberance of "the sweetest, wisest soul of all my days and lands," and instead
of denying the reality of death or forgetting his sorrow, the poet deduces that
suffering is for the living and not for the dead. Like the journey of the poet from
childhood to maturity and from lament to understanding in "Out of the Cradle
Endlessly Rocking, " the journey of the poet in "When Lilacs Last in the Dooryard
Bloom'd" ends in the affirmation of death and an understanding of death's inevitable place in the natural cycle of regeneration. The poet's life, his earlier
works, (both the obscure and the commendable), and his philosophic beliefs, led
Whitman, poetically, to his journey's end, which culminated in his greatest
masterpiece-"when Lilacs Last in the Dooryard Bloom'd."
University of Dayton
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